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Abstract
My intentions are to create a series of sculptural vessels that consist of complementary
forms, which through comparison develop a conversation of contrast and balance. The
contrasting elements will help to create the visual disparity that can be associated with
duality. This concept will be explored through employing formal issues of sculpture such
as, form, color, surface, space, and composition.
All of the sculptures in the thesis exhibition will be groups of contrasting vessels relating
to the interaction of opposing human personalities. These sculptures will be arranged in a
specific manner to exemplify their relationship.
Starting with wheel thrown forms, I will create sculptural vessels using similar building
methods with contrasting finishing techniques. Each pairing of vessels will contain a
combination of angular and fluid forms. The angular forms will be made up of sharp and
crisp lines to create the structure, whereas more loose and curvilinear shapes will
generate the fluid forms.
The surface textures of the forms will remain simple but will contain either organic or
sterile characteristics. Each piece will be finished with the same white glaze to unify the
complementary vessels. This will allow for the contrast in form and process to be the
main focus.
The placement of each piece will create a dialogue of contrast and balance between them.
For instance, a tall linear form paired with a very small and organic vessel will create a
contrasting view of proportion and weight. Specific placement and pairing is key to
accomplishing an interactive dialogue between the pieces themselves and between the
viewer and the sculpture.
The use of complimentary forms, unifying color, and specific composition using multiple
parts will be essential to create a dynamic conversation. My intent is to combine these
elements to present a balanced unified whole.
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Ah, when to the heart of man
Was it ever less than treason
To go with the drift of things,
To yield with a grace to reason,
And bow and accept and accept the end
Of love or a season?

Robert Frost
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Sources and Research
In my quest to create and indulge in the world of art and craftsmanship, I began to
wonder, how exactly do I fit in to the vast and intimidating art perspective. It seemed to
be a world full of inquiry with few definitive answers. With all of the possible solutions
to the multitude of questions I was asking myself, one thing remained a constant, my love
and connection to the sculptural vessel.
As I developed my work, I realized that the relationship between the process of creating
and the intent for creating work was important to me. I wanted to find a way to create
work in which the manner of creation emphasized the intent behind the work. I
immediately gravitated towards Hans Coper and his elegant thrown vessels. I am awed
by the simple sophistication of his vessels. Even though many of his pieces are small in
size, they possess a
monumental
presence. In his
works pictured
here, each form is
comprised of
simple shapes
added together to
create an entirely
new form. The way
in which Coper
uses the

Hans	
  Coper,	
  1963-‐65	
  (Birks	
  132)	
  

voluminous thrown vessels creates and emphasizes the direct relation of the container to
a human presence. The delineation between each component of the forms accentuates the
similarities pottery has to the human form; a foot, a body, and a lip/head are created using
the composition of forms. Though he was using the potter’s wheel to create these works,
Coper used a sculptor’s mindset to create his pots. He compiled these separate parts
formed on the wheel to create an entirely new form. Coper pared down the shapes and
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forms normally found in pottery and readjusted and redefined their purpose as he
assembled these sculptures. Though his forms are still reminiscent of vessels and pots, his
adaptation of using the wheel as a means to create shapes and forms give his vessels a
sculptural quality. Coper’s inventive vessels and connection of sculpture and pottery
influenced my own decision to continue my examination of sculpture made from the
potter’s wheel.
The sculptural vessel is a common
thread through my interest in the
ceramic world. Though Lucie Rie’s
work is indisputably pottery, it
examines the boundary between
sculpture and pottery through her
exaggeration and application of
contrast. However her works
mainly consist of the bowl, the
vase, and other such pottery
vessels, the approach in which she
finishes and shapes the forms of
her pots gives them a sculptural
quality. For instance, the two pots
pictured below consist of the form
most familiar to the vase. The
Lucie	
  Rie.	
  Boymans	
  Museum	
  Collection.	
  Rotterdam.	
  Left	
  1960,	
  
Right	
  1977	
  (Birks	
  147).	
  	
  

exaggerated proportion of the
necks and the extension of the lips

on both vessels bring each out of the realm of only pottery. Each of her vessels contains a
dialogue on their own through the combination of opposites, such as lightness and dark,
narrow and swollen. The aggrandizement of proportions and contrasts in her work has the
most profound effect on creating interesting and perplexing resolutions to form and
surface.
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Andy Goldsworthy’s work has inspired my thought process for creating and
conceptualizing for a long while. In his work, I do not see his hand going through the
motions of creating; I begin to see more of the creation of the Earth come into play.
Though I understand that his work is created through his own hands, it evokes the feeling
of a naturally growing phenomenon. Its composition and specific placement is alluring
and presents the viewer with the uncertainty of creation. Each leaf was painstakingly
planned and precariously placed only to survive the elements of Earth for a short while.
Ephemeral environmental art has always fascinated me in its relation to human existence;
we survive the days and make our short stay on Earth unique, but eventually we succumb
to the same fate as Goldsworthy’s work. His work shows a connection to the human
presence not only through the process of creating but also through the process of
exposure and deterioration. In his pieces containing a focused void, much like his piece
pictured below, a sense of containment is evoked through the uncertainty of what lies
beneath the emptiness.

Andy	
  Goldsworthy.	
  Yorkshire	
  Sculpture	
  Park,	
  West	
  Bretton.	
  1987	
  (Goldsworthy	
  9).	
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An artist I have discovered recently that has had a
large impact in my work is Roseline Delisle. She uses
thrown forms in segmentations to build larger forms
reminiscent of the human figure. Her use of bold
geometric forms added and built together emphasizes
the distinct relationship of pottery and the figure and
plays with the issues between form and space (Smith).
Her pieces create tension within form through her use
of proportion. As with the piece Quintuple 1, the
proportion she used specifically between the elongated
bottom portion and the very short compact waist
creates a balanced contrast that unifies the whole
Roseline	
  Delisle,	
  Quintuple	
  1,	
  2000	
  
(Frank	
  Lloyd	
  Gallery).	
  	
  

piece. Delisle’s dynamic pieces inspired my own
ambitions of working with thrown pottery-like vessels

to create a figurative spirit. Though the process of creating her work is similar, each of
her forms has a distinct individuality to them, as if they are separate personalities. In
addition, she groups her totemic pieces together in display allowing the forms to take on
an interesting interaction between them. The figurative, bold, and individuality of
Delisle’s work has inspired me to push my own work forward in hopes of achieving the
same embodiment of the human spirit in the ceramic vessel.
In order to create the conversational quality to the layout of my vessels, I looked toward
the ancient art of the Japanese gardens for inspiration. The dry garden of the Ryoan-ji
temple caught my particular attention for the use of composition and balance. The dry
garden of the Ryoan-ji temple is made up of five groupings of stones precisely placed in a
rectangular area of ground covered by course whitish sand raked into a pattern of lines
(Kuck 164). Though simple it might seem, the juxtaposition and relative shapes and sizes
of each grouping of stones creates an interesting spatial relationship. The placement of
each grouping of stones balances the composition with the varied weight of stone and the
strategic organization. For example, the grouping of five stones including the largest of
them all counteracts the three separate groupings of smaller stones on the opposite side of
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the composition. Not only is each group of stone balanced by the placement of another
grouping, but also the individual stones themselves have a precise action of balance
within the grouping. “Harmonic balance has been created not only in the relationship of
each stone to those nearest it but in its relationship to every other stone in the
comparison,” (Kuck 166). The largest combination of stones consists of one large stone
and four smaller stones of similar size. This arrangement of several small stones
surrounding one large stone atones for the visual mass created and thereby balances the
organization. Each position and grouping of stone creates an interesting conversation
between the comparisons of weight and proportion. The contrasting elements of weight,
proportion, and balance are most interesting to me for their conversational qualities. This
same quality is one I strive for when structuring the arrangement of my vessels.

Garden	
  at	
  Ryoan-‐ji	
  Temple.	
  Kyoto,	
  Japan.	
  Approximately	
  15th	
  Century.	
  (Olds)	
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Critical Analysis
	
  
I create my work in the moment to capture a moment. I create work to seize a feeling, to
evoke an emotion, and to start a conversation. This thesis body of work is the
encapsulation of a war within myself. It is a war that started with uncertainty and only
drags on for more perilous endeavors.
However, the ambiguity I was facing led me to realize that there was a contrast within
myself as a maker and within my perceptions of aesthetics. As I was experimenting with
my medium, I was constantly testing who I was as a creator. Part of me was torn between
two aesthetics of creating. I enjoyed the smooth surfaces and crisp forms of Rosaline
Delisle, but I also enjoyed the spontaneity of the ancient tea bowls. So I came to ask
myself, is it possible to have two contrasting ideals of desired aesthetic within one
individual? My answer was to create work that had a similar method of process but
differed in aesthetics. A daunting task, and maybe even slightly foolish, but nonetheless,
an avenue I had to explore.
As I was traveling this path I had laid for myself, I realized that there are many facets to
an individual. For example, there are many moving parts to an engine; each part integral
to its connected part to create the entirety of a working engine. Much like in an engine, a
personality is made up of many different parts working together to form a whole. We all
have different interests, experiences, and desires that form our personality.
Contrast within these elements is inevitable when examining the multiplicity of parts we
contain. If there were no contrast in our facets, there would be no balance within our
individual. In the Taoist belief in the symbol of Yin and Yang, two contrasting elements
of lightness and darkness balance each other to create equilibrium (Adkinson 19). This
same rational exists within our selves as well. Each of our contrasting interests and
desires balance each other to create a unified whole.
Much like how a personality contains a certain balanced quality, so does that of our
physical form. The relationship between the multiple parts of our form has a particular
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equation for proportional balance. For this reason, I chose to express personal
individuality using the vessel for its direct relation to the spirit and proportionality of a
human.
The presence of the human figure within pottery is undeniable. The same verbiage is used
to describe the attributes of a pot as the parts to a figure, such as foot, lip, body, and neck
(Rawson 100). Much like the jar is a vessel to carry and store liquid, the human body is
the vessel to carry our spirit. We judge the form and design not only on its functionality,
but on its aesthetic value as well. The proportion, the weight, the balance, and the surface
all have considerable influence in the conclusion of balance within a pot, much like
within the human form.
By creating vessels that are constructed in a similar method but contain a differing
appearance, I wanted to betray the contrasting elements we have that create a balanced
whole. Each of the vessels are of a different size, shape, and design to exemplify the
many forms we can take as humans. Even in the world of pottery, no two pots are exactly
the same. There are differing characteristics to each form that make it original and
unique.
A certain proportion of the human figure is considered as accurate and many strive to
achieve it. We constantly dissect the figure to assess its proportional value; the head must
be so many inches from the collarbone and the chest to waist to hip ratio must be
balanced, etc. We have so many parts that must balance and remain proportionate to one
another. In my vessels, I have broken each one into segmentations to show how different
proportional types can still be considered balanced. For instance, in the more systematic
vessels each piece is of the same ratio to the piece next to it, but in the looser forms the
pieces are of different sizes and shapes. Though these methods of dissection are different,
each works with the form to create it as a whole.
Though on a broad overlook, there are only two methods of creation. Some vessels are
created in a very systematic technique, each piece proportionate to the next with a very
angular design to the body, whereas the other vessels seem to be more sporadic with
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disproportionate pieces and a loose construction process. These contrasting processes are
assembled and joined together in one presentation to compliment and balance each other
in harmony. The finishing surface color of these vessels is analogous to denote the
equality of the differing ideals further unifying them.
Each piece is unique in proportion and form, and when paired together with another they
create a dialogue of opposing forces. To capture the conversational quality to the vessels,
each piece is grouped together strategically using their contrast in proportion and size.
These vessels work together to form a dialogue of balance and contrast as small pairings
and as a large group. The difference of the black floor to the white surfacing helps to
frame the vessels as a gathering of individuals.
As in the symbol of the Yin and Yang, two forces are combined and balanced to create a
unified whole. Each of the complimentary vessels represents a simplified interpretation of
how contrasting ideals are only separate parts balancing each other to create a unified
whole.
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Conclusion
The balance of contrasting elements is to accept the differences posed by the oppositions
and allow for their dialogue to reverberate the beautiful tension between them. The
conversation I started within myself led to a contrast in my ideals of aesthetics. Instead of
trying to defuse the challenge with an assumption or a choice, I allowed the contrast to
inspire my methods of creation.
Within this thesis body of work, I attempt to simplify the vast choices concerning
aesthetics and process through creating two complementary sets of ceramic vessels. I
create two contrasting ideals of aesthetics and allow their juxtaposition to create a
dialogue of tension between the two oppositions. Though there are only two styles
formed from the process of creation, each vessel has its own distinct identity. The
proportion of weight and form differs from each vessel, some only slightly and some
drastically. This is to signify that even with a contrast in ideals, a balance and harmony
can be found.
In the future, I hope to continue this body of work and further examine the state of
intellect and intuition of our minds and bodies. The human spirit is made of many
variables that create our selves. Our morality, our sense of home, the people we chose to
accompany, and so forth, are all sections of our lives that create us as an individual
personality. How is it that we come to be as an individual, someone who is different from
the person they stand next to? And do our seemingly insignificant choices in our own
lives have an effect in the way we believe and perceive?
I am interested in the conversational quality of our interactions between one another, how
we meander through a space filled with objects and people, and how two significantly
differing people interact through conversation. I would like to continue examining the
apparent contrasts between people and spaces and how they relate to ceramic vessels. The
position of two erect vessels within a deliberate space has a direct relation to how we
perform as individuals.
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The interaction of contrasting ideals has a way of communicating a motion, a moment, or
an idea. This body of work was a manner in which I could capture a war of contrasts
within myself. The vessels I created however do much more than explain an internal
conflict. They capture a moment, an emotion, and also create a dialogue through tension
of proportion and weight. The tension that is created is the sole factor in the equilibrium
experienced when they are united as a whole, similar to when placing two
complementary colors adjacent to one another, a vibration occurs. That vibration is the
essence of tension needed to create equilibrium. In the end, we need opposing forces
within ourselves to create a vibration and hereby balance our existence, or at least as
much, our sense of creativity.
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Description List

Title: Perceptions
Date: May 2013
Dimensions:
Display- 14 feet width by 27 feet length
26 Individual Vessels- ranging from 3 inches to 4.5 feet in height
Materials:
Vessels- White Earthenware
White Glazes
Base- Hard Pressed Board
Paint
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